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he art of painting on glass, which the Romanian peasants adopted and used for 
20 representing icons, continued to develop until the early half of the 20th century 

especially in some Transylvanian towns and villages and — to a certain extent 
— in Bucovina. These icons were generally intended for the rural population and 
sold by the painters in the surrounding villages or markets and sometimes even in 
remote places. Several 18th and 19th century engravings represent market scenes with 
icon painters selling their wares. Thus, at the Brukenthal Museum there is a lithograph 
in colours made in 1819 by Franz Neuhauser which represents a market fair in Transyl- 
vania (probably at Sibiu) where one of these icon painters has hung his icons on a pole and 
is waiting for customers. 

A great many icons painted on glass are still to be found in village churches, as well 
as in some of the richly decorated old peasant houses in Transylvania, the north of Oltenia, 
Muntenia and in Moldova. 

The problem concerning the origin of this genre of folk art in Romania is linked with 
its development in other countries, particularly Bohemia and Austria. Though a great deal 
has been written about painting on glass, opinions still differ with regard to the period when 
this technique — declared by certain researchers as being of Byzantine origin — which 
was already known in Italy in the 14th century, became a peasant craft. According to 
certain authors, painting on glass developed as a peasant craft in the 17th century. At 
first the peasant icon painters used mirror as background and later distemper. This process 
was probably first used in Tyrol and south Bohemia, from where it spread to Bavaria and 
the Bohemian forests, then westward as well as eastward, reaching Transylvania by way 
of Austria. 

Though it is impossible to determine exactly when this craft was introduced in Roma- 
nia, as there are no documents or icons prior to the latter half of the 18th century, re- 
searchers — judging by the inscriptions on some of the oldest icons (N. Iorga) — are generally 
of opinion that Romanians began to paint icons on glass in the 17th century. It seems logical 
to suppose that icons were painted on glass before the so-called “miracle” at Nicula 
in 1699 following which this art became a household industry (I. C. Ioanidu and 
G. G. Rädulescu). 

It therefore appears that Romanians began to paint on glass during the latter half 
of the 17th century; future investigations are expected to add fuller details. At any rate, 
at that period conditions for painting on glass were already favourable in Transylvania. 
In the 16th century primitive workshops for making glass (glăjării ) had begun to appear, 


as for instance at Risnov in the south of Transylvania. Their number gradually increased 
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throughout this province, as manufactories began to develop. The latest works and treatises 
on Romania’s history and several recent studies of icons painted on glass (S. Metes) have 
added interesting information on this subject. 

In the 16th century, the introduction of printing gave a great impulse to wood-engrav- 
ing mainly used for illustrating church books. Various engravings on religious subjects 
circulated in the villages and served peasant craftsmen as models which they copied on their 
glass plates. 

It is quite possible that some of these peasant craftsmen learned this technique in 
Bohemia, Moravia, Slovakia, etc. when they went there to work, or from foreign glassmakers 
who came to Transylvania, as in certain centres glass was painted on the very spot where 
glass was produced, i.e. in the "Glashütten", where books of models were also kept. This 
art may also have been introduced by foreign monks who made pilgrimages to different 
religious centres in Transylvania where in monasteries the technique of painting on glass 
was used for votive pictures. 

The great popularity of painting on glass in Transylvania was probably due to the 
fact that its technique was based on the copying of models, which did not require special 
training as in painting on wood, and to the social and cultural conditions prevailing in 
Transylvania at the time. 

The incorporation of Transylvania into the Hapsburg Empire in 1699 had a 
double influence on the cultural development of the Romanians in that province. On 
the one hand they got acquainted with certain forms of art and culture typical of Central 
Europe, and on the other, they sought to find original means of expression. Being an op- 
pressed people, they were obliged to use modest means of expression, such as painting 
icons on glass, which they developed to the maximum, attaining remarkable results. 

It seems that in the 18th century several centres for painting icons on glass came also 
into being in Bucovina, probably due to relations with the north of Transylvania and cer- 
tain influences which penetrated from Galicia, where it is also known that icons were 
painted on glass. 

At the end of the 18th century new circumstances contributed to make painting on 
glass a flourishing art. At the beginning icons had been mainly used as religious pictures; 
later their production became a mass phenomenon and they soon found their way into the 
homes of the peasants where they were used to ornament the interior. Together with the 
crockery stand with drinking cups and porringers, the wall hangings and towels, they pro- 
duced a harmonious decorative effect. Because of this liking for richly ornamented inte- 
riors, the icons served a double purpose, that of icons and pictures, designed both to delight 
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the eye and to be ritual objects. Thus the peasant artist's natural inclination to simplify 
and find a technique which should reduce the image to its essential elements led to the 
development of a remarkably expressive art. 

Though each centre had its own life and evolution influenced by local conditions, 
it can be said that the Romanians developed a unitary style. 

Whereas the first icon painters meticulously worked out unique pieces, due to the 
growing demand mass production appeared. Icons were manufactured in successive phases, 
according to a process of social division of labour in families and workshops. A very great 
number of icons, not devoid of certain artistic qualities, were produced during this stage 
which lasted for nearly one century and a half. The composition, though schematic and 
clumsy, is fairly expressive and delights us by its primitive naiveté and refined sense of 
colours. At this time a number of itinerant painters settled in the different centres, especially 
in south Transylvania. In the next stage, at the beginning of the 19th century, some of the 
peasant craftsmen broke away from the set pattern, so that the art of painting icons on 
glass reached its climax. Gifted craftsmen, some of them church painters, turned each icon 
into a perfect work of art in which the freedom and originality of the composition was 
usually combined with a narrative and decorative style. They began to introduce new 
means of expression, such as gradation etc., handled by them with masterly skill. The ele- 
ments of the local scenery were subordinated to the main subject and indicated naturally 
and discreetly. The last stage, at the beginning of the 20th century, marked the decadence 
of this art because of its growing commercialization and because lithography became a serious 
competitor. 

The value of the icons painted on glass by peasant craftsmen was discovered rela- 
tively late. In the latter half of the 19th century and in the early 20th century the few authors 
who showed an interest in these delightful works of art only stressed their primitive charac- 
ter. Judging by the standards of beauty then in fashion, these authors were deeply shocked 
by those icons which defied the laws of anatomy and perspective. In 1890, a departmental 
order actually prohibited the sale of these icons in Transylvania. 


It is very difficult to study the icons painted on glass, because they are seldom signed 
or dated. So far the very few signed and dated icons we know belong to the latter half of 
the 18th century. 

Moreover, the old centres where icons were painted on glass have disappeared. The 
identification of an icon supposed to have been painted in a certain centre must be made 
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under reserve, for they were sold by pedlars throughout wide areas and the models were 
widely circulated, so that icons produced in various centres are often found in the same 
region. Recent researches have also revealed that there were some centres specialized 
in the sale of icons, such as the village of Vlădeni near Brasov. In the 19th century and 
early 20th century the peasants of Vlädeni transported and sold icons that were painted at 
Schei-Brasov throughout south-east Transylvania, 

It was only after the First World War that systematic research was made concerning 
the centres where icons were painted on glass (I. Muslea, G. Pavelescu and others). It is due 
to these investigations and many recent collections that we can form an opinion today on the 
development of painting on glass in general and on the activities of several particular centres. 

It is certain that though there were only a few of these centres at the beginning, 
their number increased with time. We are gradually discovering where these centres were, 
when they were started and under what conditions, as well as the characteristic features 
of the icons they produced. 

The oldest known centre was at Nicula, a village situated near Cluj, 4 km. from 
the small town of Gherla. Nicula became so famous that for a long time it was considered 
the only centre for painting icons on glass in Transylvanıa. This opinion is shared by Hein- 
rich C. Wendt in his book on Romanian icons. The very limited number of books written 
on this subject, especially in foreign languages, explains why even the Austrian Ethnogra- 
phical Atlas (F. Knaipp), published in recent years, has so little to say about it. 

Several researchers have studied the development of Romanian painting on glass 
in connection with the so-called “miracle” mentioned in the documents of that period, 
It is said that in 1699, at the monastery of Nicula, an icon of the Virgin shed tears. The great 
stir caused by this “miracle” and the great affluence of pilgrims who came to kneel before 
the icon and wished to have a picture of the Virgin encouraged the peasants of Nicula to 
paint this subject on glass in order to commercialize it (I. Muslea). 

According to investigations carried out, at that time icons were painted in almost 
every house in the village. Many of the icons were sold to the pilgrims, while others were 
peddled throughout Transylvania, The icon painters of Nicula even journeyed to north 
Moldova, Wallachia, the Banat and the Tisza region in the west. Their names, however, 
are not known as a rule, because they neither signed nor dated their icons. The oldest icon 
known to have been painted in Nicula and which is dated 1802 belongs to the Ethnogra- 
phic Museum of Transylvania in Cluj. 

However, the names of several craftsmen who lived in the latter half of the 19th 
century and early 20th century are now known: Tudor Tocariu, Dionisie Iuga, Stefan 
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Mircea, Stefan Belindean. They are considered the best icon painters of the period. The 
last known icon painter is a woman: Maria Chifor. 

In order to cope with the great demand for icons, a workshop was set up at 
Nicula, where each person performed a different operation: one person drew the outline, 
another wrote the inscriptions, a third applied gold leaf, a fourth painted in the colours 
and so on. 

Though only religious subjects were painted in Nicula, aspects of surrounding nature 
and everyday life were introduced such as elements of architecture, floral designs, 
etc. The icons were small, mostly measuring 30 by 25 cm. The characteristic 
feature of the Nicula icons is a naive but very suggestive drawing and simple and clear 
composition. As a rule the painters introduced few figures in the scenes they represented. 
Sometimes characteristic architectural elements appeared, such as the walls of Jerusalem. 
Ornamental backgrounds were rarely used, though the free arrangement of geometrical and 
plant motifs (stars, borders in the form of twisted ropes, leaves and flowers) produced a 
delightful decorative effect. 

The characteristic colouring of these old Nicula icons, pink, mauve-pink and olive 
green, harmonized with brown, yellow, ochre and blue, is very beautiful. The colours 
cover large areas, the darker tones setting off the green and red of the garments. 

One of the most remarkable icons painted at Nicula represents Our Lady of Sorrows, 
dressed in a black cloak with a hood, called maphorion, different versions of which were 
sold throughout Transylvania. 

The importance of the centre at Nicula does not only reside in the fact that it had 
produced icons for nearly three centuries, but also because its icon painters travelled through 
the country and sometimes settled in other parts, carrying the secret of their craft with them. 

A later craftsman, Fain Gherghel, worked at Gherla, in the vicinity of Nicula. His 
icons, painted in the same style as those of Nicula, have certain traits in common with 
those painted in Slovakia in the 18th and 19th centuries, that is the white backgrounds 
ornamented with red flowers and bouquets. The inscriptions written in Latin script are 
also a characteristic feature. 

The supposition that another centre existed in Maramures parallel with that at Nicula, 
but over a shorter period, seems to be confirmed. The Maramures icons present similarities 
in style with those of Nicula, though the colouring is more subdued; black and dull red is 
often used. 

The 18th century seems to mark an important stage in the development of painting 
on glass. According to certain records, the collection of the Metropolitan of Sibiu con- 
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tained an icon dating from 1729. In fact, the oldest icons bearing dates belong to the same 
period: the icon of the Archangel Michael and of St. Nicholas dating from 1769, recently 
discovered at Muresenii-Birgáului (near Bistriţa), the icon of the Virgin painted 
by Ionitä Zugravu of Brasov in 1780 (cf. Maria Golescu), the Virgin and Child also dated 
1780 and the Virgin’s Death by Nicolae Zugravu of Lancräm, dated 1787 (cf. G. Pavelescu). 

At that time many centres came into being also in south Transylvania, the most 
important being in the Sebes-Alba, Sibiu, Fägäras and Birsa Country areas. 

Researches carried out around Brasov established that a particularly important centre 
had existed in the Schei district. There, local craftsmen who enjoyed a certain reputation 
in that region had been joined by icon painters from Nicula. Few of the Brasov icons were 
signed or dated; the oldest bearing a signature was painted by Ioniţă of Brasov in 1780 
and has already been mentioned. We found recently a copy of the same icon, signed by 
Ionitä Zugravu, in the church at Crihalma near Brasov. 

In Schei painting on glass developed in more favourable conditions, as at first icons 
were only sold to the population of that area, so that in the main there was no need 
for mass production as at Nicula. Under the influence of icons painted on wood in 
Wallachia and Moldova, the Brasov craftsmen who also painted icons on wood acquired 
greater skill. 

The best known workshop at Schei-Brasov was that directed by Rudolf Zainichi. 

Another group of centres in the Sebes-Alba area also acquired a certain fame as far 
back as in the 18th century. The most important among these centres, because of their 
old tradition in craftsmanship and the beauty of paintings, were at Lancräm, Laz 
and 1611+ 

The church at Lancräm has preserved several signed icons dating from the 19th 
century (The Beheading of St. John the Baptist, 1822; The Three Hierarchs, 1833; St. 
Nicholas, 1835; The Holy Virgin, 1836; Jesus Christ, painted by Ion Costea, 1841; The 
Virgin’s Death, painted in 1877 by Ilie Costea, the last descendant of a family of icon 
painters, who died in 1921). 

At Laz there were several families of icon painters who handed down their craft 
from father to son. The first icon painter in this village had been Ion Zugravu and the 
last who worked icons currently was Aurel Rodean. He died in 1938. Ilie I. Poenaru, 
aged 86, who in his youth painted many icons, still lived at Laz in 1968. 

However, the most interesting of them was Simion Zugravu, who lived at the begin- 
ning of the 19th century. He not only painted on glass, but also on canvas which he applied 
on wood. Thus in the village of Jina, in Märginimea Sibiului, we recently discovered a 
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small wooden church whose walls were lined with canvas which this craftsman covered 
entirely with paintings in 1827, 

The trends which influenced painting on glass and its development in the Sebes-Alba 
area have not yet been definitely established. It probably developed in the same way as in the 
Sibiu area, but indirectly influenced by the Nicula icon painters. A wide variety of styles 
is to be seen in this area. A very interesting type of icon, found also in Vale-Sibiu and the 
Olt Country region, has a background formed by a sheet of silvery paper applied over the 
glass. This gray ground emphasizes the crude green, white and yellowish brown of the 
icon, to which patches of vermilion give a great intensity. 

Before the First World War, a very special type of icons was produced in the Maieri 
district, on the outskirts of Alba Iulia, probably under the influence of the centres at Laz 
and Nicula. Two women icon painters, belonging to the Prodan family, are known to have 
made icons in a characteristic range of bright red tones, black and gold (G. Pavelescu). 

Besides the centres at Poiana-Sibiului, Săliște and Vale, other formerly unknown 
centres, at Boita, Miercurea, Säcädate and Rähäu, were recently discovered around Sibiu. 
We have also recently learned that in the 18th century the painter Biscä-Ciortan (1746— 1826) 
lived and worked at Rähäu, and he had discovered in his village a gifted peasant boy whom 
he sent to study at the Academy of Painting in Vienna. This young boy was صصدہ1‎ Costande, 
who subsequently became the first Romanian academic painter in Transylvania. 

Undoubtedly, one of the oldest and most important centres was Poiana Sibiului, 
where according to tradition an icon painter came and settled in the 18th century. Painting 
on glass in the Sibiu region, and especially the old icons of Poiana are noted for their 
rich colours in which the glow of gold is blended with soft greens and reds and delicate 
and expressive drawing. 

In the 19th century, the centres in Fägäras gained importance. In the latter half of 
the same century several famous craftsmen worked in these centres. Owing to the fact 
that they generally signed and dated their work and that their memory is still fresh in the 
minds of the inhabitants, it has been possible to identify the icon painters to a certain extent. 

One of the most important of these icon painters was Savu Moga, who came to the 
village of Arpasul de Sus from Nicula in 1843 and spent there the rest of his life. The two 
icons dated 1844, found in his old house at Arpasul de Sus, lead us to suppose that he 
already mastered the art of painting on glass when he arrived in this village. He died in 
1899. The last icon he painted is unfinished and dated 1898 (Lena Constante). 

Savu Moga’s icons, in which the ample interesting composition makes up for a cer- 
tain lack of warmth and spontaneity, show that he gave up all decorative preoccupations 
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in favour of the narrative style. Thanks to the 
elegance and deftness of his drawing and the 
wide range of his colours, this great folk artist 
produced some of the finest icons on glass. 

However, one of the most gifted icon painters 
is certainly Matei Purcaru, nicknamed Matei 
Timforea (1836—1906). Though he was Moga’s 
pupil, he developed his own style. He painted in 
the village of Cîrtisoara and the first icon by him 
that we know so far is dated 1859. Timforea’s 
versatile talent was at its best when portraying 
vast scenes such as the Creation of the World, 
the Paradise, the Last Judgement, the Passions of 
Christ, etc., in which he asserted his knowledge of 
composition and colour. His scenes are composed 
with a great deal of fantasy and are crowded 
with many figures, angels, fabulous animals, etc. 
The composition is usually arranged in sequences 
representing the successive scenes of the narrative. 
The countless details, figures and scenes taken 
from everyday life — men and women dressed 
after the fashion of the time, musicians, Adam 
ploughing, Eve spinning and so on — lend to 
Timforea’s icons great originality and movement. 
Timforea, however, knew how to discipline his 
fantasy. Many of his icons — The Last Supper, 
Elijah — show his deep knowledge of composition. 
His range of colours, in which different tones of red 
and intense blue predominate, is very personal. 
Ion, one of Matei Timforea’s sons, also pursued 
the craft of icon painting. Pieces signed and dated 
by him are still preserved, 


F. Neuhauser: Market Fair in Transylvania, detail 
(lithograph, 1819) 
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Ion Pop, though less well known than S. 
Moga and M. Timforea, may be considered the 
third great icon painter of Fägäras. Lacking Savu 
Moga's skill and Timforea's fantasy, Ion Pop is 
nevertheless a craftsman who is seriously preoccu- 
pied by composition and colour. 

Petru Tamas and Lindes, whose icons are 
noted for the accuracy of the drawing and lumin- 
ous colours, also worked in the town of Fägäras, 
where Tamas painted as late as 1915. 

The last icon painter who worked in Fägäras 
up to the Second World War was Ana Dej. She 
belonged to a family of icon painters and used the 
same models as her parents. The icons produced 
in the workshop of this family can be easily 
recognized; they are generally of large dimensions, 
the composition is clear and the saturated tones 
of red, green, blue and brick red covering big 
areas are harmonized with a remarkable sense of 
rhythm. Figures dressed in garments with rich 
folds, starry skies, flower studded meadows and 
countless ornamental motifs appear in these paint- 
ed icons. 

The hundreds of icons painted on glass of 
different styles, design and colour, found in many 
other villages, justify the hypothesis that in addition 
to the centres known so far there existed also 
other centres in the Apuseni Mountains area, ın 
Bihor and in the Banat. 


The technique in painting on glass is gene- 
rally unitary. Icon painters used three kinds of 
materials: glass, paints and wood for the frame 
and back of the icon (protective lining). 
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After the end of the 19th century, glass could be bought from factories and shops, but 
Cluj, in the Apuseni Mountains area and in the villages at the foot of the Fägäras Moun- 
tains (Cîrtisoara, Arpas, Porumbacu, Avrig, etc.). Here it was made by hand in thin sheets, 
with undulations, air bubbles or small lumps, and the icons painted on it were very fragile. 

Glass served both as a support and a substitute for varnish. One of its great advan- 
tages was that it lent the colours luminosity and transparence. On the other hand, there 
were also drawbacks. The painter had to keep in mind that the composition would appear to 
him inverted and that no corrections could be made subsequently. High lights were painted 
first and then the local tone. The fragility of glass, the fact that paint hardly adhered 
to its surface and restoration was impossible in case of accidents, were further drawbacks. 

In respect to paints, black was made of soot black mixed with glue, alcohol and usually 
some egg yolk. The other paints were mixed with oil, a little turpentine and lead acetate 
being added just before they were applied to the glass in order to ensure quick drying. 
Apart from black, used in drawing the outlines, the other most frequently encountered 
colours were red, yellow, bluish-purple, green, white, brick red, carmine, bronze and sil- 
very. The tones and intensity of the colours mainly depended on the way each craftsman 
prepared them, choosing those which became characteristic of the icons made in the 
different centres where they worked. 

The icons were almost always copied from a model. Only the most gifted craftsmen 
painted icons from imagination (Savu Moga, Matei Timforea, Ilie Costea, etc.). Tracings 
of older icons, lithographs or woodcuts were made on paper in pencil or colour and served 
as models. Sometimes kerosene was spread on the paper, to make the drawing stand out 
clearer and appear on the back too. 

The outlines were first traced in black or white with a brush or pen. Next, the 
inscriptions were written in Cyrillic, Latin, and sometimes Greek letters. Mistakes are otten 
noticeable in these inscriptions, because many icon painters, particularly those from Nicula, 
were illiterate. After that the colour was “filled in” and turpentine was applied over the 
whole icon. Bronze and gold leaf was used for the saints’ haloes and sometimes even for 
the background. Icons on glass were set in frames made of fir-wood and more rarely of 
beech or oak, painted to match the colouring of the icon. Some of the icon painters (for 
instance at Laz) used carved frames with a twisted rope pattern. Often a piece of paper 
was placed between the glass and the wooden back of the frame to protect the painting. 
This piece of paper often served as a background and, when used for this purpose, it was 


often silvery. 
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The repeated copying of the same tracings ended in altering the original model. 
This brought about a certain variety of forms amplified by the personality of the different 
craftsmen. The clumsiness of the peasant artists and unequal workmanship also contributed 
to this variety. 

The icons on glass show the simple means used by these peasant craftsmen, as 
also by potters and in painting eggs, though it also reveals their talent and artistic 
sensibility. 


The subjects generally chosen by these village icon painters were the patron saints 
of labour, health and property, scenes from the life of the Virgin and Jesus, and from the 
Apocalypse. Their choice reflects to a great extent the local and historical conditions of the 
time, as well as the mentality and typical way of life of the Romanian peasants. 

In the iconography of painting on glass we will find, besides Eastern and sometimes 
Western religious elements, also subjects taken from folk literature, folklore and everyday 
life. In certain cases, different other elements were added at the request of those who had 
ordered the icon. 

It was not only by chance that certain subjects or saints, around whom many legends 
had been created, should be preferred for the icons on glass. This preference is explained 
— especially in relation to earlier times — by the miraculous power attributed to certain 
saints. It was thus considered that St. Nicholas brought luck, St. Haralambios protected 
people against the plague and other diseases, St. George and St. John protected livestock, 
Elijah fended off lightning, etc. Icons representing the Virgin or the Nativity were very 
popular and formed part of a young girl’s dowry, as a symbol of fecundity. 

In Transylvania icons on glass often also represented the patron saints of the differ- 
ent seasons, under whose protection peasants ploughed their fields and tended their vine- 
yards: St. George represented spring, the Virgin summer, St. Demetrius autumn and St. 
Nicholas winter. 

Through the contribution of local peasant craftsmen more and more elements 
from surrounding life were introduced in church painting. This was reflected also in 
icons painted on glass. The elements of real life added a new feature to the traditional 
iconography. 

Thus Elijah threw down to Elisha a sheepskin coat like those worn by the shepherds 
in the village of Poiana Sibiului; shepherds with long-haired sheepskin cloaks like those 
worn in the Fägäras Mountains, or with hoods, others playing the flute whilst watching 
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The Entry into Jeru- 
salem (crayon pattern) 


their flocks began to appear, as well as water mills, streams full of fish, Transylvanian 
carts, peasant women rocking cradles or stirring maize porridge in large cauldrons, Eve 
spinning, or Adam with an ox-drawn plough. 

Subjects varied greatly according to the different centres. In certain places, some of 
the patterns were repeatedly copied until they were completely changed, as happened at 
Nicula in a more recent period; in other centres, where creative craftsmen such as Matei 
Timforea worked, both the subject and treatment of the icons varied considerably. These 
craftsmen were no longer satisfied with the same model that had been copied over and 
over again. They began to consult books of folk, religious and lay literature, and also used 
subjects and motifs taken from illuminated manuscripts and other kinds of illustrations 
(N. Cartojan). 

However, these craftsmen interpreted in a personal way the engravings and motifs 


which they copied from foreign books. The more gifted painters always introduced local 
elements of daily life, 
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Though the icons reproduced in this book were mainly chosen as characteristic 
examples of this genre of Romanian folk art and of the great variety of styles used in the 
different centres and by different craftsmen, they are also representative of the subjects 
that were popular at different times. 

A survey of the most interesting and popular subjects will show the different ways 
in which they were tackled according to the various sources of inspiration and local tra- 
ditions, as well as to the technique, talent and conception of each painter. 

A less frequently painted subject was that of Adam and Eve, usually represented as 
standing near the forbidden tree around which the serpent was coiled. The tree is some- 
times stylized as in Persian miniatures, or else forms a decorative arch. The whole scene 
is generally treated like a tapestry with rich floral motifs. The anatomy of the figures is 
naively rendered and very stylized. The sun and the moon symbolize nature. An icon from 
Brasov represents a sequence of scenes with Adam and Eve: the creation of Eve from Adam's 
rib, the serpent tempting them to eat of the forbidden fruit, Eve spinning and Adam digging 
after they had been driven out from the Garden of Eden. 

A favourite subject in every centre for painting on glass was that of Elijah ascending 
to heaven in a chariot of fire drawn by winged horses. As a rule, all kinds of local elements 
are to be found in these icons. In one of the icons, representing Elijah borne up by the 
clouds in a peasant cart drawn by two winged horses, and Elisha, his disciple, to whom 
he throws down a sheepskin coat, we also see a peasant ploughing and a woman spinning 
near a cradle, on the bank of a stream full of fishes. In another icon, Elijah’s chariot is drawn 
by four horses which he spurs on with a three-thonged whip; the scene below, framed in 
clouds, represents Elisha and a peasant whose plough is drawn by two white oxen and 
a horse. This is a purely local version, for the Old Testament forbids two different species 
of animals to be yoked together. In most of these icons the scene with Elijah is copied. 

However, thanks to the typical stylization, naive drawing, the massing of clouds, 
floral motifs taken from ceramics, and colour, nearly all these icons have great artistic 
qualities and are very decorative, thus proving the talent of the craftsmen who 
painted them. 

In the Annunciation scene, copied from a western model, the Virgin is usually repre- 
sented reading a prayer book, against a background of buildings between which the starry 
sky can be seen, whilst the Archangel, holding in his left hand a flower, which symbolizes 
purity, points to the Holy Ghost descending from heaven. 

The Nativity, reproduced from a pattern that has been repeatedly copied, is usually 
greatly simplified. It always shows the Child lying in a manger, with Mary and Joseph 
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standing beside it, as well as the angel and the three Magi; the background is always white, 
probably representing snow, and there is a stylized star that looks like a flower or a fir 
branch. 

A shepherd playing the flute as he watches his flock grazing among rocks is often added 
to the composition. One of Savu Moga’s icons, in which the influence of illuminated manu- 
scripts is clearly felt, is much more elaborated. This tall icon 15 divided into three oblique 
parts, arranged from left to right, and represents the story of the Nativity rendered in a 
narrative style. The composition includes, apart from biblical characters, local figures 
(a soldier, shepherds dressed in Transylvanian folk costumes, etc.). The excellent drawing 
is sustained by an unusual colour scheme, pink and green, which emphasizes the outline 
by gradation. Savu Moga painted the same subject, treating it in the same way, in several 
other icons. 

The Circumcision and the Flight into Egypt are much less frequently encountered 
subjects. 

On the other hand, the scene of the Baptism is often painted and usually represents 
Christ standing in the waters of the Jordan, St. John the Baptist in fleecy cloak, an angel, 
and at the top the Holy Ghost in the form of a dove. This subject, however, is treated in 
many different ways, ranging from the primitive style of the icons painted at Nicula to the 
refined style of south Transylvania. 

Palm Sunday is represented by the scene when Jesus, riding a donkey, enters the 
gates of Jerusalem and is greeted by a vast multitude. This subject is sometimes rendered 
in a delicate and naive style and sometimes more primitively, though the strident tones are 
attenuated by the use of complementary colours. 

There are many versions of the Last Supper. The most frequent version shows Jesus 
sitting with the twelve apostles. Judas can be easily recognized by his bag of silver and the 
fact that he has no halo around his head. 

Many icons show the influence of engravings after Italian classical paintings (e.g. 
Leonardo’s Last Supper), especially in the Sibiu area, while others represent this scene 
in a style betraying Byzantine influence. 

The scene of the Crucifixion is treated in the style of folk woodcuts, with the same 
characteristic expression of the eyes, bent knee and non-biblical, folkloric and legendary 
elements. 

The Descent from the Cross, with Mary, Nicodemus and Joseph of Arimathea, is 
very frequently represented. In this scene, Mary's despair and resignation are portrayed 
with a great evocative power. 
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The scene of the Resurrection often includes elements of western influence, such as 
the standard — the symbol of victory — held by Christ in his left hand, or the angel lifting 
the tombstone, though often icons represent this scene according to the eastern tradition, 
the tomb remaining sealed. 

Jesus sometimes appears alone, giving his benediction, or with a vine branch. In 
certain carols, and particularly in the old popular belief which spread to the Romanians 
from the Slavs, the grapevine theme is intertwined with the canonical gospels resulting in 
a rather curious pattern. Jesus represented with the vine growing from the wound in his 
side is an original iconographic version. This subject was frequently painted both at Nicula 
and Schei Brasov. 

The figure of Mary is often portrayed and always in a different way. She is either 
represented holding Jesus in her arms, or as the sorrowful Madonna standing beside Jesus 
crucified. The latter version is the most frequent, Mary being the central figure in the 
foreground, whilst the crucified Christ is much smaller, as a justification for her suffering. 
Very seldom, Jesus on the Cross is set in a medallion. Some of the most interesting icons 
are those which represent Mary weeping, or the Slav type of cross with oblique arms. 
Several icons recently discovered at Sibiu show Mary holding Jesus in her arms and wearing 
round her neck three rows of gold coins, a typical element of the Romanian folk costumes. 

The Crowning of Mary, a seldom represented scene, was painted at Nicula in black 
and brown. The drawing is really remarkable. 

Most frequently encountered on icons on glass are the Archangels Michael and 
Gabriel and the Saints George, Nicholas, Haralambios and Demetrius. Such icons include 
many elements of legends. Thus, the most widespread legend is that about Saint Nicholas. 
The setting is usually that of a Romanian village in the south of Transylvanıa, with Saint 
Nicholas surrounded by the three maidens he had saved from their father’s plans who, 
wanting them to be dishonoured, had placed money bags on their window sills at night. 

The legend of Saint Haralambios, who had stamped out the plague which was either 
represented as a woman as in one of the Brasov icons, or as a strange skeleton, as a dragon 
or in many other forms, often inspired village icon painters in the 19th century, particularly 
in the south of Transylvanıa. 

Among the most widely spread icons on glass are those which portray Saint George 
on horseback, slaying the dragon to save the Emperor’s daughter. This is an old Oriental 
legend adopted by Christian hagiography, and enriched by mediaeval stories of the adven- 
tures of knights-errant and by popular fairy-tales. The Romanian craftsmen in Transyl- 
vania painted it according to their best ability, adding details and ornaments taken from 
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their environment. In some of these icons Saint George is accompanied by Saint Tiron, 
likewise on horseback. Saint Demetrius is also portrayed killing the Giant Lie, hero of a 
legend. 

The Trinity, represented as a head with three faces, a form forbidden by the Church, 
is extremely rare and was only painted on icons in the Sebes Valley and at Poiana Sibiului, 
and, according to some researchers, by Ion Pop in Fägäras. 

The Last Judgement was a subject which interested the painters in the Fägäras and 
Sibiu areas. It was one of Matei Timforea’s favourite subjects, giving ample scope to his 
narrative talent. The faces and attitudes of his saints, human beings and devils express fear, 
suffering, serenity, piety, joy, carelessness and violence. 

A recent survey of over 4000 icons on glass made by the Brukenthal Museum in 
Sibiu revealed an even wider range of iconographic subjects, and particularly of different 
local versions. This indicates that future investigations are likely to add many new facts 
concerning both the subjects and age of the icons on glass. 


Though painting on glass was a craft learned from other peoples, the Romanians 
developed it according to their own artistic understanding, based on well established cul- 
tural traditions. 

All those who came into contact with the icons on glass painted by Romanian peasant 
craftsmen are impressed by their originality and unity of style. Decorative composition, in 
which a certain schematism is subordinated to the need for emphasizing the expressive 
value of the picture, is the main characteristic of Romanian painting on glass. 

The figures occupy a conventional space and are two-dimensional, for the peasant 
craftsmen ignored the rules of perspective. However, in their case the absence of volume, 
light and shade and of a knowledge of anatomy is not a shortcoming. We are as deeply 
moved by this naive interpretation as by cultured painting, for its source is a strong and 
sincere emotion expressing a genuinely artistic vision. 

The drawing is often enclosed in a geometrical scheme appropriate to the subject. 
For instance, subjects expressing grandeur (the Resurrection and Saint George) are usually 
included in a vertical rectangle, while dramatic subjects (the Descent from the Cross, etc.) 
are composed on a horizontal plane. 

Rhythm is one of the chief principles of folk painting on glass. A flowing rhythm, 
devoid of rigidity, sustains the unity of the composition and stresses the central idea by 
repeating certain motifs, gestures, colour patches, etc. 
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Time is rendered in space. A narration is treated as a chronological sequence (for 
instance the Beheading of St. John the Baptist), each successive stage being set side by side 
without disturbing the unity of the picture. 

The figures and garments are usually reproduced with charming naivete. Men and 
animals are conventionally represented in profile or front view, characters being seldom 
individualized, as for instance in the icons painted by craftsmen at Poiana Sibiu. 

The beauty of Romanian icons on glass mainly resides in their colour. The way tones 
are selected and harmonized reveals an unerring instinct for colour. Their colour scheme 
is never strident, even when crude tones are used, nor dull when the colouring is subdued. 
These craftsmen knew how to harmonize tones for placing a dark tone next to a light one 
or by a judicious use of complementary colours. The icon painters felt the need to alter- 
nate warm hues with cold ones, to place green next to red, and orange next to blue, often 
creating astonishingly subtle harmonies. 

Bronze was used for the background or accents. It gave brilliancy and life to the 
icon by stressing ornaments and details. 

A very wide range of colours was used in painting on glass. However, as a rule a 
craftsman or a centre only employed a few colours which became their hallmark. 

Colour sustains the drawing and was chosen not so much to correspond to reality 
as to satisfy a decorative need. It covers large well-balanced areas, the black or white out- 
lines of the figures and garments interrupting the monotony of a monochrome background. 
The figures often stand out in strong contrast against a uniformly tinted background. 

Decorative designs with floral and geometrical motifs are an important feature of 
folk icons on glass. Nature in a stylized form is found in all the works of the peasant artists 
who are accustomed to decorate their houses, clothes and tools. 

The exceptionally valuable achievements of the peasant icon painters form an 
integral part of Romanian art. Due to their intrinsic aesthetic qualities, Romanıan icons 
on glass are increasingly appreciated by beauty lovers and specialists from all parts of 
the world. 
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Entry into Jerusalem 
pattern for icon on glass 


crayon, 31 x 22,5 cm., 19th century 
Art Museum, Cluj 


NORTH OF TRANSYLVANIA 


(Nicula, Gherla, Maramures 


and other centres) 


1. Adam and Eve (Eating the Forbidden 4. St. George 
Fruit) Nicula 
Nicula early 19th century 


late 18th century—early 19th century 
275x 22 Cem.) 
History Museum, Sighişoara 


2. The Crucifixion 5— 
Nicula 
early 19th century 
24 x 19 cm. 
I. Dancu Collection, Bucharest 


3. Virgin and Child 


Nicula 7 
early 19th century 

25.5 X 21 cm. 

Brukenthal Museum, Sibiu 


1) The dimensions indicate the height and width of the icon, including 
the frame = 


2012 > 22,02 CM., 
Museum of Poiana Sibiului 


6. The Transfiguration 
probably painted in Maramures 


early 19th century 
3221 em. 


V. Drägut Collection, Bucharest 


. Our Lady of Sorrows 


probably painted at Nicula 


19th century 
24.5 x 20 cm. 


A. Slătineanu Collection, Bucharest 
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8—9. The Resurrection 
probably painted in Maramures 


19—20—21. The Last Supper 
painted in the north of Transylvania 


mid-19th century 
28.5029 HCN. 


V. Drägut Collection, Bucharest 


19th century 
50.3 x 45.3 cm. 


Dr. K. Kessler Collection, Bucharest 


22—23. The Crucifixion 
painted in the north of Transylvania 


10. Palm Sunday 


Nicula 
mid-19th century 
29 x 21.5 cm. 


I. Gheorghiu Collection, Bucharest 


19th century 
28,5: X 22.5 cms 


V. Drägut Collection, Bucharest 


11. St. Paraskeva 24. The Mystic Wine Press 
Nicula probably painted in Maramures 


late 18th century—early 19th century 
27 ۳ 22,2 cm, 


Brukenthal Museum, Sibiu 


19th century 
3236 25 eni. 


V. Drágut Collection, Bucharest 


25. The Crucifixion 


Lu s 92388 probably painted at Nicula or in Mara- 
Nicula mures 


early 19th century 
25.2 X 293 cm. 


Museum of Poiana Sibiului 


late 18th—early 19th century 
30.5 x 24.5 cm. 


The Village Museum, Bucharest 


15, Jesus Christ 26. Virgin and Child 
Nicula Nicula 


early 19th century 
29 x 24 cm. 


M. Focsa Collection, Bucharest 


late 18th century—early 19th century 
34.5 x 28.5 cm. 


V. Drägut Collection, Bucharest 


16. St. Nicholas 27, The Crucifixion 
Nicula Nicula 


19th century 
30.5 x 25 cm. 


Brukenthal Museum, Sibiu 


early 19th century 
023 29 04 


Brukenthal Museum 


17—18. Adam and Eve 28—29. St. Elijah 
painted in the north of Transylvania Nicula 


late 19th century 
55 x 43 cm. 


Ethnographic Museum, Cluj 


19th century 
26x32 cm. 


History Museum, Cluj 
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30—31. Our Lady of Sorrows 
probably painted in Maramures 
early 19th century 
41 x 36 cm. 

M. Bîscă Collection, Bucharest 


32. The Table of Paradise 
Nicula 
mid-19th century 
205 x 25.5 0۰ع‎ 
V, Drăguţ Collection, Bucharest 


33. The Table of Paradise 
Nicula 
mid-19th century 
271157-423 cn. 
V. Drägut Collection, Bucharest 


34—35—36. The Crucifixion of Christ 
probably painted at Nicula 
early 19th century 
331504 28 cm, 
M. Bîscá Collection, Bucharest 


37—38. The Four Evangelists (The Table of 


Paradise) 
Nicula 


19th century 
35 X 30 cm. 


History Museum, Cluj 


39, Our Lady of Sorrows 
Nicula 


19th century 
30% 31,6: cm. 


Brukenthal Museum, Sibiu 


40—41. The Resurrection 


made in the north of Transylvania 
43.2 x 38.5 cm. 


Museum of Poiana Sibiului 


42. The Mystic Wine Press 
probably painted at Nicula 


19th century 
25721 cm. 


P. Coditä Collection, Bucharest 


43. The Baptism of Christ 
Nicula 


early 19th century 
328007 


M. Bîscă Collection, Bucharest 


44, The Prophet Elijah 
Nicula 


19th century 
31x 25.5" cm. 


History Museum, Sighisoara 


45, Lamentation for the Dead Christ 
Nicula 


early 19th century 
27 x 23'cm. 


History Museum, Sighisoara 


46. The Prophet Elijah 
painted by Fain Gherghel of Gherla 


late 19th century 
50 x 46 cm. 


I. Minulescu Collection, Bucharest 


47—48. Palm Sunday 


Nicula 

early 19th century 

28 X 22 cm. 

Ethnographic Museum, Cluj 


49. Birth of the Virgin 


Gherla 

early 20th century 

40 x 30 cm. 

P. Coditä Collection, Bucharest 
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50. 


53; 


The Resurrection 
painted in the north of Transylvania 


late 19th century 
52.5 x 43 cm. 


I. Minulescu Collection, Bucharest 


51—52. St. Theodore (here the Saint appears 


with the features and clothes of 


Prince Michael the Brave) 
probably painted at Nicula 


19th century 
41 x 35.5 cm. 


Dr. K. Kessler Collection, Bucharest 


THE BIRSA PLAIN 


Virgin and Child 
painted in Brasov 


signed and dated: Ionitä the Painter, 1780 


29,3 x 24.5 cm. 
N. Romalo Collection, Bucharest 


60—61. St. Elijah 


Scheii Bragovului 

19th century 

40.5 x 28.2 cm. 
Brukenthal Museum, Sibiu 


54—55. Presentation of the Blessed Virgin Mary 62. The Beheading of St. John the Baptist 


56. 


57. Virgin and Child (Our Lady with a Coin 


58. 


29. 
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19th century 
24.5 X 23 cm. 
C. Irimie Collection, Sibiu 


Lamentation for the Dead Christ 
Scheii Brasovului 

late 19th century 

31,55€ 726.5 CM; 

Brukenthal Museum, Sibiu 


Necklace) 
Scheii Brasovului 
late 19th century 
71 x 60.5 cm. 
Church of Rîsnov 


The Baptism of Christ 
Scheii Brasovului 

late 19th century 

43.2 x 38 cm. 

Brukenthal Museum, Sibiu 


Adam and Eve 

Scheii Brasovului 

19th century 

47,2 x 41.5 cm. 
Brukenthal Museum, Sibiu 


probably painted in the Birsa Plain 
19th century 

31517297600. 

H. Hoffmann Collection, Sibiu 


63. The Mystic Wine Press 


Scheii Brasovului 

19th century 

51.6 x 46 cm. 

Brukenthal Museum, Sibiu 


64-65, Adam and Eve 


Scheii Brasovului 

early 19th century 

47 x 41 cm. 

A. Slátineanu Collection, Bucharest 


66—67. The Last Judgement 


probably painted in Scheii Brasovului 
early 19th century 

52 x 46 cm. 

N. Bortes Collection, Bucharest 


68-69. The Nativity 


Scheii Brasovului 

19th century 

45.3 x 40.3 cm. 

M. Biscä Collection, Bucharest 


SEBEŞ -LAZ 


70. Our Lady of Sorrows 


probably painted in Laz, Sebeş Valley 
late 18th century—early 19th century 
33x 28 cm: 


I. Dancu Collection, Bucharest 


79. The Last Supper 


Laz, Sebeş Valley 


signed and dated: Ilie Poenaru, 1892 
41 x 57 cm. 


Museum of Făgăraş 


71. Virgin and Child (Madonna of Majesty) 


signed and dated Simion Zugravul, 1829 
29.7 X 24.5 cm. 
Museum of Poiana Sibiului 


80. Lamentation for the Dead Christ (Our 


Lady of Pity) 
Laz, Sebeş Valley 


late 19th century 
43,5 X 38 cm. 


Brukenthal Museum, Sibiu 


72, Jesus Christ the Teacher 


Laz, Sebes Valley 
signed and dated Simion Zugravul, 1829 
34 x 24.8 cm. 


Museum of Sebes Alba 81. The Flight into Egypt 


Laz, Sebes Valley 


19th century 
46 x 41 cm. 


I. Minulescu Collection, Bucharest 


73— 74—75. St. Theodore of Tyre and St. George 


probably painted by Toma Poenaru of 
Laz, Sebes Valley 

early 19th century 

46.5 x 41 cm. 


Brukenthal Museum, Sibiu 82— 83. St. George 


Laz, Sebes Valley 
19th century 
49 x 43.5 cm. 


A. Slátineanu Collection, Bucharest 


76—77. The Birth of the Virgin 
Laz, Sebes Valley 


19th century 
44 x 38.8 cm. 


Brukenthal Museum, Sibiu 


78. Palm Sunday 


Laz, Sebes Valley 
19th century 
43.2 x 385 cm. 


Brukenthal Museum, Sibiu 


84—85. Our Lady of Sorrows 


Laz, Sebes Valley 
painted by Aurel Rodean 
early 20th century 

47.3 x 42.8 cm. 


Brukenthal Museum, Sibiu 


MĂRGINIMEA SIBIULUI 


87—88. The Last Judgement 
Vale, Sibiu 
signed and dated: Matei Popa, 1832 
44,5 x 38 cm. 
Folk Art Museum, Bucharest 


86. Lamentation for the Dead Christ 
Märginimea Sibiului 
signed and dated: N.F., 1829 
34.5 x 40 cm. 
C. Demetrescu Collection, Bucharest 
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89, The Last Supper 
Märginimea Sibiului 
late 19th century 
45.2 x 50.6 cm, 


Brukenthal Museum, Sibiu 


90. St. Haralambios 


probably painted at Märginimea Sibiului 


19th century 
59 x 54 cm. 
Folk Art Museum, Bucharest 


91—92, Scenes from the Passions of Christ 


Märginimea Sibiului 

late 19th century 

39 x 44 cm. 

I. Minulescu Collection, Bucharest 


93—94—95. The Prophet Elijah 


Märginimea Sibiului 
19th century 
46.5 x 41 cm. 


The Museum of Poiana Sibiu ui 


THE OLT COUNTRY 


(Arpas, Cîrtisoara, Făgăraş, etc.) 


96. The Archangels Michael and Gabriel 


Făgăraş 
late 19th century 
59 x 48 cm. 


Folk Art Museum, Bucharest 


97—98. St. Nicholas 
The Olt Country 


19th century 
53.5 X 46 cm. 


Folk Art Museum, Bucharest 


99, St. George 
Fägäras 
early 19th century 
42 x 36 cm. 


I, Dancu Collection, Bucharest 


100, The Burial of Jesus Christ 
The Olt Country 


early 19th century 
51 x 46,5 cm. 


Folk Art Museum, Bucharest 
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101—102. The Prophet Elijah 


Fägäras 
19th century 
49.5 x 62 cm. 


Museum of Brasov 


103. The Beheading of St. John the Baptist 


Fägäras 
late 19th century 
66.8 x 62 cm. 


Folk Art Museum, Bucharest 


104—105. Adam and Eve (at the top: The Holy 


Trinity) 
Cirtisoara 
dated 1887 
28.5 x 20 cm. 
M. Biscä Collection, Bucharest 


106. The Annunciation 


Fägäras 

dated 1866 

54 x 48 cm. 

Folk Art Museum, Bucharest 


107. St. George 
The Olt Country 
19th century 
54 X 48 cm. 


M. Biscä Collection, Bucharest 


108, Our Lady of Sorrows 
Cirtisoara 
painted by Matei Timforea 
dated 1884 
34,4 x 44 cm. 


Brukenthal Museum, Sibiu 


109—110. St. Nicholas and the Archangels Michael 
and Gabriel 


Cirtisoara 
late 19th century 
40 x 49.8 cm. 


Brukenthal Museum, Sibiu 


Ill. The Prophet Elijah 
The Olt Country 


19th century 
54 x 44 cm. 


M. Biscä Collection, Bucharest 


112, Pa'm Sunday 
Fägäras 
19th century 
52,7 x 45.9 cm. 


Brukenthal Museum, Sibiu 


113. St. Theodore 
The Olt Country 


19th century 
36 x 5l cm. 


Museum of Brasov 


114. Our Lady of Sorrows 
The Olt Country 
19th century 
537-1323760: 


Museum of Fägäras 


115—116. St. Haralambios 
The Olt Country 
dated 1871 
52 x 45 cm. 


Folk Art Museum, Bucharest 


117—118. The Prophet Elijah 
The Olt Country 


19th century 
521X 45:5 em, 


I. Minulescu Collection, Bucharest 


119—120—121. The Last Judgement 
Cirtisoara 
painted by Matei Timforea 


dated 1893 
51 x 65.5 cm. 


Brukenthal Museum, Sibiu 


122—123. The Last Supper 
Fägäras 
dated 1902 
34.2 x 48.9 cm. 


Brukenthal Museum, Sibiu 


124, The Mystic Wine Press 
The Olt Country 


19th century 
41 x 36 cm. 


I. Bidianu Collection, Bucharest 
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125. Our Lady of Sorrows 
The Olt Country 


early 19th century 
66.5 < 61.5 cm. 


A, Slätineanu Collection, Bucharest 


126. The Crucifixion 
The Olt Plain 


late 19th century 
52 x 48 cm. 


M. Biscä Collection, Bucharest 


127, The Last Supper 


The Olt Country 
probably painted by P. Lintes 


late 19th century 
58 x 52.6 cm. 


Brukenthal Museum, Sibiu 


128—129—130. The Prophet Elijah 
Fägäras 
mid-19th century 
38 x 54.5 cm. 
Brukenthal Museum, Sibiu 


131—132. Christ Treading the Wine Press and 
St. Haralambios 


Fägäras 

late 19th century 

56.4 x 72.5 cm. 
Brukenthal Museum, Sibiu 


133—134—135. Palm Sunday 
Arpasul de Sus 
probably painted by Savu Moga 
dated 1872 
27877525905 


C. Bräiloiu Collection, Bucharest 
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136. Nativity of Christ 
Arpasul de Sus 
probably painted by Savu Moga 
dated 1865 
55.5 X 43.5 cm. 


C. Bräiloiu Collection, Bucharest 


137. Nativity of Christ 
Arpasul de Sus 
probably painted by Savu Moga 
dated 1868 
43.5 X 37 cm. 


M. Bîscá Collection, Bucharest 


138—139. The Burial of Christ 
Arpasul de Sus 
signed and dated: zugrav Savu 
1864 
1158-১4-82. cm. 


C. Bräiloiu Collection, Bucharest 


140. Resurrection 


probably painted by Savu Moga 
late 19th century 
45 x 40 cm. 


C. Brăiloiu Collection, Bucharest 


141. The Beheading of St. John the 
Arpasul de Sus 
probably painted by Savu Moga 
dated 1877 
50 x 45 cm. 


C. Bräiloiu Collection, Bucharest 


142. St. George 


Arpasul de Sus 

probably painted by Savu Moga 
dated 1872 

58 x 49.5 cm. 


C. Bräiloiu Collection, Bucharest 


Moga, 


Baptist 


143. Nativity of Christ 
Arpasul de Sus 
probably painted by Savu Moga 
dated 1869 
42 x 37.5 cm. 


C. Bräiloiu Collection, Bucharest 


144. The Birth of the Virgin 
Arpasul de Sus 
probably painted by Savu Moga 
dated 1872 
47 x 39,5 cm. 
Museum of Fägäras 


145—146. St. George, Theodore of Tyre, Pantaleon, 


Demetrius, Tifon 
Arpasul de Sus 
painted by Savu Moga 


dated 1884 
74,5 x 84.5 cm. 


C. Brăiloiu Collection, Bucharest 


147—148. The Hospitality of Abraham 


Arpasul de Sus 
painted by Savu Moga 
dated 1859 

OSX SIS CEM, 


C. Bräiloiu Collection, Bucharest 
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3. Virgin and Child 
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5. The Transfiguration 


6. The Transfiguration (detail) 


Our Lady of Sorrows 


۰ 


7 


8. The Resurrection 


The Resurrection (detail) 
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40. The Resurrection 
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一 一 一 pr 一 一 一 一 一 一 = 


AS WEN 


gn 


The Mystic Wine Press 


42. 


ist 


ism of Chri 


The Bapt 


+ 


43 


The Prophet Elijah 


۰ 


44 


for the Dead Christ 


ion 


B 


Lamentat 


۰ 


45 


The Prophet Elijah 


+ 


46 


7 


sat »‏ 
2৬৬৯‏ 
کشا جج نکد ایی 
y‏ 


ডক 
fr ren 
Es EEN TON 
2 7 LE ee 
2 EE ۹ ae 


detail) 


( 


47, Palm Sunday 
48, Palm Sunday 


49, Birth of the Virgin 


50. The Resurrection 
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THE BÎRSA PLAIN 


Ey 7 
E E ^: N 
Er 
u 
ES " ۱ 
5 5 m 
7 
0 ta Li Li ١ 
] 
4 
^ 
x i 
1 j ۳ 1 
۱ এ y yf) 
1 ۱ 
"ak 9 E 
i N 
3 0 1 
E i 
+ 
0 1 1 B = i 
a 7 5 d * > 
: $i T 
۱ N č 
Ne t 
T j 
I i 
: Hal 
* dy d 
0 | 1 : 
4 - 
354 T x 
^ ۷ 
d 2 
শি 1 
۹ ۱ 
4 bal 
ur 
4 0 7 
rut 
e^ 1 
B M 
» 7 
C ۱ পর 
LI d 
4: | 1 
۱ A 0 4 
ا‎ D 
P 7 
1 
1 
7 
1 5 A 
۲ 
4 j 
Jd 7 1 
l2 ١ 7 1 5 
" 3 
' Y | 
y 9 0 ١ | 
D b PT 
1 1 ٢ m 
۳ 2 e 
7 ١ Li j 1 J 
= t 1 
y ای‎ 2 
1 0 ۱ 4 , SM 
i 4 - 
| f ; - 
i 7 + 0 y 1 
I ۳ ES 
E 0 0 E 
5 
1 u 
0 1 | . ॥ ' 
. 5 
d E 
, t 4 1 i 
1 M 
۰ 1 
١ ١ ۱ 
1 i 1 Ax 
, 3 4 
1 
[i i N 
P LU 
॥ 
i 
J i Li 
D ۱ n ~ 
A ' 
E 
۱ 
1 = 


ben‏ سس شش شش ہش 


53. Virgin and Child 


54, Presentation of the Blessed Virgin Mary 


55, Presentation of the Blessed 
Virgin Mary (detail) 
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58. The Baptism of Christ 
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67. The Last Judgement (detail) 
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93—94. The Prophet Elijah (details) 


95. The Prophet Elijah 
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145, St. George, Theodore of Tyre, Pantaleon, 
Demetrius, Tifon 


146. St. George, Theodore of Tyre, Pantaleon, 
Demetrius, Tifon (detail) 
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148. The Hospitality of Abraham (detail) 


147. The Hospitality of Abraham 
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